This essay explores the problematic nature of selfhood in the detective genre as established by Edgar Allan Poe's "Murders in the Rue Morgue" (1841) and most recently reformulated in two metaphysical detective novels, Jean Echenoz's Cherokee (1983) and Peter Ackroyd's Chatterton (1987). Poe's detective Auguste Dupin is described as having a "Bi-Part Soul," which permits him to vacate himself in order to construct the narrative solution to a crime. This duality, in the postmodern detective novel, is transformed into an irrevocable dislocation of the subject. Cherokee's onomastic devalorization of the story's characters and simulation of the human subject in the figure of the parrot Morgan create an indeterminacy that renders traditional conceptions of the self obsolete or irrelevant. Chatterton, whose point of departure is the infamous eighteenth-century "forger" Thomas Chatterton, uses the issue and example of pastiche to problematize the notion of the constitution of a subject in language and time. Both Cherokee and Chatterton take advantage of the subjective presuppositions of the detective genre in order to delineate the intricate problems of selfhood as a postmodern concern.
-Jorge Luis Borges "Death and the Compass" I will now play the Oedipus to the Rattleborough enigma.
-Edgar Allan Poe "Thou Art The Man"
In the never-ending parade of tormented Romantic outcasts, ambitious social climbers, consumptive bohemians, bourgeois liberals, arch criminals (like the real-life Vidocq and the fictive Vautrin), anarchists, decadents, and geniuses in every field, nineteenth-century European culture exhibited its developing cult of the individual. In this burgeoning landscape of real or imagined individualism, a new literary genre took root whose paired protagonists, the criminal and the detective, exemplified the increasing privatized and individualized network of subjective presuppositions.' The inventor of this new genre, Edgar Allan Poe-whom Walter Benjamin called "the first physiognomist of the interior" (169)-presented in the character of C. Auguste Dupin a detective whose particular version of subjectivity dominated detective fiction for the next century.
Dupin's self-imposed isolation, a conduit for the expansion of the cogitating subject, transforms him into a veritable "man of the crowd," effectively stripping away, for criminal and detective alike, the signifying overdetermination of an array of societal structures, notably those that potentially circumvent logic and truth: convention, appearance, habit, law, and so on. ' The narrator of "The Murders in the Rue Morgue" recognizes Dupin's particular sense of selfhood when he muses on "the philosophy of the Bi-Part Soul" in imagining, as an explanation of his remarkable and quasi-fantastic powers, "a double Dupin-the creative and the resolvent" (338-39).
Many critics cite this rather peculiar description, along with Dupin's other idiosyncrasies-his impulsive nature, his dwelling in a "time-eaten and grotesque mansion" (337), his possibly "diseased intelligence" (339)-to emphasize how successfully Poe melded Enlightenment and Romantic values . But the possibility of a "double Dupin-the creative and the resolvent" also unequivocally foregrounds questions of subjectivity in the traditional detective story, and provides a fecund point of comparison with the metaphysical detective novel of the late twentieth century.
The description of Dupin's deductive process offers several clues to the nature of his particular subjectivity. While Dupin normally indulges in eccentricities and "wild whims," he becomes in this state "frigid and abstract, his eyes . . . vacant in expression" (338); as Stefano Tani suggestively remarks, "Dupin in other words temporarily sets aside his own psyche" (5). The resulting selfless void that Dupin willfully produces allows him to imagine a number of possibilities, intersecting or corresponding to those traces of the crime that have hitherto confounded reasonable explanation and narration: in "The Murders in the Rue Morgue," for example, the locked room, the absence of theft, the assailant's superhuman strength, the witnesses's divergent identifications of the "criminal's" language, and so forth. These possibilities, invented by the "creative" self, are then sorted out by the "resolvent" Dupin as a prelude to constructing the crime as a narrative solution.
The detective's "Bi-Part Soul" in traditional detective fiction thus mirrors the genre's necessary condition of duplicity and the more philosophically significant implication of the radical arbitrariness of value in the world. The criminal takes advantage of equivocal signifying structures, and the detective reads and interprets these misleading appearances in order to reestablish truth and meaning. In a century that extolled the value of the bourgeois individual over 2 in 20th & 21st Century Literature, Vol. 23, Iss. 2 [1999] Instead, such narration has the effect of degrading the name's former distinction through flat, nearly autistic repetition, recalling Frederic Jameson's description of the schizophrenic nature of postmodernism as a "rubble of distinct and unrelated signifiers" (26) . Coupled with the novel's frequent use of contextually present-tense articulations which imply a demonstratively inclusive address of the reader-"shifters," as Emile Benveniste terms them, like "now," "here is," and so on-these temporally stagnant proper names reverberate in a linguistically destabilized eternal present that renders the constitution of the subject doubtful if not impossible.
Studies
Such meaningless repetition in the story of Cherokee is exemplified by the figure of the loquacious parrot, Morgan, that Georges is hired to locate after its theft. Of all of the novel's "characters,"
Morgan-named after its species, which carries the name of the ornithologist credited with its discovery, but also echoing Alain Robbe-Grillet's Dr. Morgan in Souvenirs du triangle d'or and elsewhere-receives the fullest characterization in Cherokee. After Georges unexpectedly and unbelievably finds the bird by merely going to the winter circus and calling out its name, the parrot Morgan proves to have the power to move the narrative forward when it pronounces Jenny Weltman's name in one of its torrents of mimicked fragments; but the clue which sends Georges across France to question the bird's former owners about Jenny Weltman's whereabouts proves in the end to be a red herring. The bird's current owner, Dr. Spielvogel, whose name ludically emphasizes the parrot's function in the novel, recounts for Georges its complete life story from the egg to the present. The bird's age, the reader learns, is about sixty, "which corresponds roughly, in human terms, to about sixty years old, the generation of George's father" (125). Spielvogel's story of Morgan's life, punctuated with personifying, omniscient contentions, figures the parrot in a way that corresponds to its treatment of the other characters: as a perfect simulation of the human subject. For the novel's characters, Morgan represents something more than the "repeating machine" that he in principle is. As a machine, however, Morgan does not operate properly. The defective or incomplete machine, recalling works of Jean Cocteau like the proto-surrealist play The Newlyweds of the Eiffel Tower and his later "monologue" drama The Human Voice, is a favorite figure of Echenoz.5 Dominque Jul lien compares such machines to Echenoz's own novels, calling the latter "self-destroying devices" (341). Still, it remains to be seen whether "although the links are present, the story falls to pieces" (341). Echenoz's novels-like the parrot's convincing yet incomplete simulation of human subjectivity-ape the detective genre and provide an ironic commentary without going so far as to destroy the appropriated model. The parrot, then, as a mise en abyme for the self in Cherokee, decenters and contaminates any possibility for the survival of a recognizable unique human subject.
A contrary representational strategy appears in the novel's other subplot, the search for the descendents of the Ferro family (another of Georges's cases, but one remaining unsolved and perhaps unsolvable). As the story goes, the son-in-law of a rich, formerly expatriated Frenchman (who had made his fortune in Mexico in the mid nineteenth century) poisoned him in the hopes of inheriting his substantial estate, only to find that the father-in-law's last will and testament did not allow his fortune to pass on to any relative until six generations after his death. In the meantime, the estate's lawyers saw to it that it grew to monumentally incomprehensible proportions (like that of Eugene Sue's The Wandering Jew). By (1983) and Hawksmoor (1985) , has become the contemporary European writer most closely associated with pastiche. In his recent novel, English Music (1992)-which begins with the telling assertion "Yes, you have returned to the past" (1) , and continues in alternating chapters that imitate the styles and contents of a score of writers-Ackroyd produces his most extreme and 8 Studies in 20th & 21st Century Literature, Vol. 23, Iss. 2 [1999] , Art. 7 https://newprairiepress.org/sttcl/vol23/iss2/7 DOI: 10.4148/2334-4415.1469 elaborate pastiche. In Chatterton (1987) , he thematizes and employs pastiche while appropriating and parodying the detective fiction form, taking as his subject the preromantic poet Thomas Chatterton, the infamous eighteenth-century "forger" of a series of poems by an imaginary late-medieval monk.
Chatterton, which evokes both detective story and research novel (from Henry James's The Aspern Papers to A. S. Byatt's Possession), follows this premise: what if the actual existence of the poet Thomas Chatterton had not ended in suicide in 1770? When Charles Lynchwood, the novel's main character, happens upon a painting dated 1802 that seemingly depicts an older Chatterton, he begins to question the official account. In the subsequent detective-like inquiry, the reader encounters a successful novelist who plagiarizes from obscure nineteenth-century authors, an art dealer who sells forgeries to unwitting clients, and a host of other eccentric characters-one of whom is descended from a long line of playful pastichers, and who further confounds the situation by providing a manuscript allegedly documenting Chatterton's staged death and ultimate survival. Chatterton's chosen structure, the research novel as detective story (made more suspect by the preliminary disclosure of Chatterton's actual history), becomes progressively more metaphysical. The initial authority of the biographical fact is obscured by the successive pastiched fantasies of Chatterton's end (one in which he dies from an improperly administered venereal disease treatment, and another in which he stages his own death and goes on to ghost-write well-known works by Gray and Blake), not to mention an imagined conversation on poetry, representation, and imitation between painter Henry Wallis and his model as the former composes the famous painting of Chatterton's suicide (actually finished in 1856). Ackroyd's metaphysical detective novel parallels the guiding principle of Chatterton's poetry, as summarized in a fictive citation: "the truest Plagiarism is the truest Poetry" (87) . Framed by these shifting perspectives on origin, influence, imitation, forgery, and plagiarism, pastiche in Chatterton foregrounds postmodernism's problematization of the reliance on language as the barometer for the traditional conception of a fixed, centered, and unique self.
Pastiche, in the form of the supposed Chatterton manuscript, generates the novel's detective structure. When successfully rendered, as Chatterton's plot suggests, pastiche challenges an array of presuppositions that constitute the edifice of bourgeois self-fashioning-such as the originally Romantic values of the uniqueness, originality, and authenticity of the individual self and its issue (in this case, the text). The frequent use of pastiche in postmodernism reverses the claim that language and literary style are reliable depositories of the idiosyncrasies of the differentiated subject. Like Echenoz's talkative parrot, or Chatterton's own cast of forgers and plagiarists, Ackroyd the pasticher denies representation's aspirations to subjective authenticity, novelty, and originality. Ackroyd initially encourages this process through his choice of title character: Chatterton, the eighteenth-century poet who convincingly produced a fifteenth-century self in the textual person of Thomas Rowley. The comments of artist and model, during the painting of the suicide of Chatterton, further obscure the possibility of a monumental self expressed through literary style; Chatterton was the model poet, the model contends, because he is "pretending to be someone else" (2) . In the contemporary characters' search for the truth behind the found and purloined documents, the individualistic production of the isolated subject in a historical continuum is shown to be a hopelessly arbitrary and obsolete construction. In Chatterton, then, language in general, and writing in particular, are the quintessential means by which to chart the disappearance of the subject. Akin to the provocative "death of the author" conceived by Roland Barthes, Ackroyd's version of subjectivity, simultaneously represented and enacted, denies the subject's ability to affirm itself in language.
The issue of pastiche also raises questions regarding the notion of a temporally (or historically) constituted subject. The pasticher clearly disallows the historicity of the constituted, centered subject by simulating it in an historically disjunctive moment. Chatterton, like Ackroyd's other pastiche novels, participates in this travesty of the authority of chronological history. As Charles Lynchwood inquires into the supposed mystery of Chatterton's life, he discovers, in a moment reminiscent of Roquentin's research into the life of the Marquis de Rollebon in Jean-Paul Sartre's Nausea, that the available studies of Chatterton vary significantly: "each biography described a quite different poet: even the simplest observation by one was contradicted by another, so that nothing seemed certain" (127). On this dilemma in Chatterton, Linda Hutcheon has written that "the postmodern condition with respect to history might well be 10 Studies in 20th & 21st Century Literature, Vol. 23, Iss. 2 [1999] , Art. 7 https://newprairiepress.org/sttcl/vol23/iss2/7 DOI: 10.4148/2334-4415.1469 described as one of radical uncertainty" (97) . Such radical uncertainty provides Charles Lynchwood with a feeling of exhilaration, "for it meant that anything became possible" (127). Limitless possibilities can have nevertheless a predatory influence. In the end, Lynchwood is yet another "doomed detective," in Tani's phrase, who dies before discovering that the Chatterton "documents" were forged. Moreover, the decline of his health and untimely death (echoing that of the young poet) would seem to be directly related to his contact and engagement with these documents. Like the myth of Oedipus, Jorge Luis Borges's "Death and the Compass," Paul Auster 's first book in the "New York Trilogy" City of Glass, and a number of other metaphysical detective stories, Chatterton underlines the existential risk that the detective must take in attempting to solve a mystery. Writing, as exemplified by the purloined styles of pastiche, becomes the primary accomplice of this radical uncertainty because it provides the purest realm for the non-representation of the subject. Individualistic literary styles and historically identifiable selves, alive and well prior to the postmodern condition, fall into Ackroyd's vortex of hyperreality which obstructs, if not eliminates, the possibility of any decisive constitution of the subject in language and time.
And Then There Were None? 
12
Studies in 20th & 21st Century Literature, Vol. 23, Iss. 2 [1999] . Certainly one effect of the importing of the visual aesthetics of film noir in Cherokee is the motivated reduction of the dimensionality of the novel's characters. 
